This article will discuss the ways in which the Collectif, under the presidency of Calixthe Beyala, has attempted to draw the French public's attention to the lack of black faces on television in France. It will also take as a test case, the controversial figure of Beyala herself who has become something of a minor TV star in her own right. What will emerge as an apparent contradiction between Beyala's own media representation and the Collectif's campaign will serve to illustrate the ambivalent positioning of black citizens in France.
In 1999, refusing to pay their TV licence fee, members of the Collectif approached French government ministers as well as the national broadcasting regulatory body, the Conseil Supérieur de l'Audiovisuel (CSA) about the lack of what they refer to as 'les minorités visibles' on terrestrial television. Beyala explains, 'il faut savoir que l'Etat nous exclut dans le silence, que les services publics collaborent à un fascisme silencieux et pernicieux: la préférence nationale'. 6 Of course, this 'préférence nationale', as the Collectif suggests, does not in fact reflect the whole of the nation, since French citizens of black and Maghrebian descent are anything but visible in public broadcasting.
Of the French government ministers contacted by the Collectif, only Martine
Aubry responded -unsatisfactorily in Beyala's view -by quoting the example of 'Saga-Cités' on France 3, and proposing to set up a group to monitor racism on TV. 7 On the other hand, Hervé Bourges, then president of the CSA, was receptive to the Collectif's position and, in 1999, agreed to commission a review of the French terrestrial channel remits. This agreement followed an initial meeting, on 5 October 1999, between Bourges and the Collectif. Letters were subsequently addressed to the heads of all the terrestrial channels as well as to Catherine Trautmann and her successor, Catherine Tasca. These letters called for a revision of the 'cahiers des missions et des charges' in order to guarantee better representation of ethnic minorities in public broadcasting. Catherine Tasca took up the gauntlet and, on 16 May 2000, the CSA approved a proposal to revise the broadcasting remits for France 2 and France 3, noting that 'le projet de décret vise à renforcer les missions de service public dont sont investies France 2 et France 3 en les incitant à tenir compte dans leur programmation de la réalité pluriethnique et pluriculturelle de la société française contemporaine'. 8 The CSA also recommended that the different ethnic groups of French society should be represented on television screens and that the private channels should follow the example of France 2 and France 3.
The CSA review also commissioned the second major study of French television's representation of ethnic minorities. 9 The project, entitled Présence et representation des 'minorités visibles' à la télévision française, was co-ordinated by The César ceremony is by no means Beyala's only TV appearance. On the contrary, despite the CSA's finding that only 11% of French television guests are from black, Maghrebian or Asian origin, Calixthe Beyala herself is no stranger to the small screen. 22 Indeed, she has been described in Elle magazine as 'pleine de […] télégénie'. 23 Since the publication of her first novel in 1987, Beyala has become an increasingly frequent presence on French television. In 1996, the year in which Beyala won the prestigious Grand Prix de l'Académie Française for her seventh novel, Les Honneurs perdus, she appeared at least twelve times on terrestrial television in France. 24 As invited TV guest or 'expert', Beyala has voiced her opinions on a range of subjects, including: whether women can live without men, 25 Brigitte Bardot's memoirs, 26 retirement homes, 27 and chocolate. 30 Surprisingly, perhaps, Beyala herself never challenges the ways in which she is constantly constructed as an exotic object of beauty; on the contrary, she often flirts with presenters, telling them that her given name, Calixthe, means 'la plus jolie' in Greek. What these television programmes demonstrate is the French media's attempt to fix Calixthe Beyala within two colonial models: the exotic beauty and the savage.
Writing about cinema, Homi Bhabha has famously argued that 'an important feature of colonial discourse is its dependence on the concept of "fixity" in the ideological construction of otherness'. 38 French television is thus perpetuating a colonial discourse in its representation of black celebrities like Beyala, and simultaneously forestalling any notion of a multi-cultural France. As exotic beauty or savage, the figure of Beyala on TV serves to illustrate the conclusions of the CSA study discussed above: French television -and the French media in general -has unquestioningly inherited the historical legacy of stereotyped visual images of the former colonial 'other'. 39 The televisual 'othering' of Beyala has important implications not just for black TV audiences in France but for the entire nation, as Karen Ross, writing about representations of black people on British film and television, suggests:
In the relative absence of black images, those which are available take on iconic dimensions, signifying in one constructed image, the complex of diverse and heterogeneous communities, reducing individual uniqueness to a false and essentialized black 'other'. As part of the enterprise of reinventing nation-states, the mass media have a primary role in standardizing representation and language, in normalizing the circulation and promotion of dominant values. They play an important part in reproducing and strengthening nationalist sentiments. 40 Another of the few well-known black faces on French TV, Navarro star, Jacques
Martial, makes a similar point when he remarks that television serves to build the collective imagination of the (predominantly white) entire nation. 41 In the case of Calixthe Beyala, French television is normalizing and promoting an essentialised (and racist) stereotype of the black African woman.
As an erotic-exotic object, the image of Beyala on TV can be read as France's continued attempt to justify the 'mission civilisatrice' of its colonial endeavour. Ross writes:
We are all products of our history, culture and socialization and we all function within a specific cultural framework of dominant norms and values.
Thus it matters little what the avowed intention of a film or programme-maker actually is, the resulting product can too easily be framed within an imperialist (and inherently exploitative) code, of 'us' looking in on 'them' -yet more exotic spectacle on which to gaze. 
